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Abstract

This paper shows how to prepare for, create, and
produce a major production. An ESOL teacher will be
able to use this paper as a blueprint to put on a major
dramatic production with an advanced English class.
Practice and enhancement of language skills are stressed,
along with social and cultural awareness skills. The
third part of the paper contains exercises, games, and
techniques not only to promote the use of creative drama--
tics in the classroom, but also to suggest exercises which
will prove as excellent preparations toward producing and
Creating a major stage production.
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I. INTRCDUCTION

A language can be learned best through a variety of
techniques used in combination. One very effectivg way
of broadening and deepening language skills is through a
major dramatic production.
| Drama serves various purposes. The primary one is
through use of the language to practice grammar and sen-
tence structure: anéther is to enlarge and enrich vocabulary.
The third, and perhaps most important, is that actihg out

a story has more relevance for the student than traditional

‘classroom exercises. The student is exposed to the culture

in a more meaningful way; and’the language of feeling.is
more aptly addressed.

"People learn by being--being the people, things,
places, animals and thoughts and feelings that they are
studying. Learning or enhancing a language through which
they may escape the typical classroom learning situation
and procedures and learn by performing. Drama gives the
learners opportunities to do some of the building of this

1

knowledge for themselves." Often no more is needed than

one's own creativity and imagination.

I plan to list a variety of techniques--most of which

can be used as stand-alone ways to practice and enhance



language or act as icebreakers as well as cultural subject

matter.

Drama is people. People come in all sizes, shapes,

abilities and interests. The purpose of this paper is to

provide the ESOL teacher with the basic guidelines for a
major dramatic production which can be changed, modified,

o and altered to fit the particular needs and circumstances

of the class.




ITI. CREATING AND PRODUCING A MAJOR STAGE PRODUCTION

A. Background:

The first step is to learnabout'a wide range of differ-
ent performance types andrtechniques, such as movies, T.V.,
plays, rcircuses, mime, and puppets even if you have already
decided on which type suits your needs best. TIdeally the
group should be exposed to as many different types of per-
formance as possible. Theré is an important difference in
atténding a production to do research rather than to be
merelyventertained.

Before attending, the groﬁp should discuss the nature
of the production to be observed and what things they will
be concentrating on. After the performance, the group
should discuss what they've observed, paying particular

attention to those things which seemed to work best and those

things which didn't.2

B. Choosing the Play:

Although this paper focuses on plays and musicals,
what follows should be helpful even if your group chooses
some ofher alternative. The process of selecting your play
or musical begins with a'brainstorminglsession——probably.

- of the three large categories of prescripted plays, adapta-

tions of stories or books, or self-scripted plays. Using a




blackboard or large piece of paper assemble all of your
and/or the class's ideas and limitations without criticism.
Get as many ideas written down as you can, and then consider

the following set of qguestions:

1. Who‘will be the audience? What to and how
will they respond?
2. What acting skills, time, energy, and money do

you have for rehearsing, memorizing lines, and

performing?

3. What is needed for the technical aspects of the

play; e.g., scenery, lighting, sound effects,
costumes and props? Do you have the time,
energy,lteéhnical talent and money?
4. 1Is the story scriptable, and easily modified?
5. 1If it's a published play:

a. What are the copyright laws and costs?

b. Can it be modified?

6. Is music involved? If so, what are your

resources, e.g., a cappella singing, accompanied

. . . 3
singing, records, tapes, live accompaniment?

C. The Script:

There are several ways to obtain a script: a published

play, a story or book adaptation, or a script written by the
'class. There are certain advantages to using published

scripts. Although they can be expensive, published scripts

AT A
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are easy to use and guickly implemented.l Published scripts
can be obtaiﬁed thréugh libraries, college dramatics depart-
ments, and some specialty bookstores. (The Drama Bookstore,
723 7th Avenue, New York, New York 10019.) A typical script
costs about $3.00 per copy. Some older plays are in the
public domain and may be pﬁotocépied from library sources
or private collections.4

Despite the ease of using a publishéd script, I recom-
mend adapting a story or book, particularly those which
are strongly part of the English language culture. A story
with a strong plot line will prove easier than one with a

lot of descriptive detail. You may find the device of using

a narrator to fill in the details useful, but the more dia-

logue and action you can incorporate the more interesting your

production will be.5

In producing the actual physical script, follow the-
formats of the published scripts. Note how stage directions
are handled, how props are mentioned, and how acts ana
scenes are arranged. ‘Use as much of this format as is
applicable to your own situation, but use double spacing--
for clarity and ease of modification. One page of double
spaced typing equals approximately two minutes of run time.6

Even with young groups much is to be gained by having

the students do the actual adaptation; such as experience

in writing and using the language, and identifying more




+  closely with the final product. This can be déne by having
individuals or small groups writing different sections of
the play or having a play writing contest!

P The third way to obtain a script is to write it your-

self! As subjecﬁ matter, you will have to use the imagina-

tion and life experiences of the class, which can be fun

and unforgettable. Keep in mind these six steps of plots

format:

5.

6.

These same six

your script.

D. Casting:

IICaStingll

Introduction: The first thing the audience

sees or hears will set the scene and the mood.

Initial Incident: The first important happening

introduces characters and general tone.

Rising Action: The characters have been in-

troduced and the action builds.

Climax: The high peak of action, the turning

point.

Falling Action: The action tapers off.

-Denouement: The ending.8

steps also apply when adapting a story or book.

They will help you in selecting which elements to bring into

a play means the selection of the actors to

play the parts. It is often an elaborate process of its own.
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Done properly, casting can advance the‘knowledge.and under-
standing of the play and be both stimulating and exciting.
Remember to consider the actor's abilities, desires, need
for positive eéncouragement, energy and commitment.g’lO

The most common form of casting is the "tryout." Several
students compete for a pért aéd a selection is made from
among them. Unfortunately, the competitive nature of the
tryout often results in tension or not sﬁowing true abili-
ties of the actors.ll

Opening tryouts to whomever wishes to audition for each

part works well, for all feel important and no one feels

left out or slighted. Begin with a sign-up sheet with a

_listing of all the characters. Students may sign up for

as many parts as interest them. After everyone has signed
up, then start the actual tryouts. Choose sceneé from the
play which involve several actors relating to each other.
Try several different combinations of candidates. This form

of tryout not only lets you see how people work off of each

other but also actuvally begins the rehearsal process!

During the tryduts minimize instructions to the actors.
Use this time to observe how the actors naturally move on
their own and on the stage, and how various people react
to and relate to each other.12

The tryouts should be observed by the students not com-

peting for the parts in question. ' Their input will be helpful;
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they'll have a feeling of involvement, and also get practice
at giving each other feedback and critical review. With
adult groups the final selection responsibility may be
shared with students or other production assistants.

Combining the tryout method with improvisation (to
make up a story as one acts it out), is another way to
cast a play. It tends to help relax unacgquainted pgople,
opens up the script for new interpretatigns and revisions,
and forces the actors to concentrate on the sense of the
action rather than the actual script.

The director begins with a brief summary of the play
or story (possibly needing scripting), and a rather more
detailed summary of each scene and the characters involved,
or he or she gives a scene not specifically from the play
but one with a similar problem or situation to it. The
actors are then instructed to improvise.13

There are several ways to utilize those pecple who have
no acting or speaking parts because of choice or unsuit-
ability. There are many other responsibilities such as

being script or program writers. They can be narrators

or "pages" who periodically come out before particular

scenes to explain the play or passages of time in some way.

They can also serve as musicians (including handling the
tape recorder, record players, etc.)}: ushers; wardrobe

and costume directors; makeup: producers and assistant




directors; prompters: lighting, sets, and scenery directors:
advertisers; and props specialists-—-in charge of getting the
props and making sure the props are on stage when needed.
Actors without speaking parts can also play non-speaking
parts, e.g., the monkeys in "Wizard of 0z" or Indians in
"Peter Pan." They cén al;o play non-animate parts such as
trees, rocks, furniture, and frames of buildings. The list
is endless; everyone can have a part in £he production of a

play, and learn something from the experience.l4

E. The Technical Aspects of the Stage Production:-

The most important thing to remember is that a gooa
show does not need an elaborate set. Simplicity is often
the best answer.- ﬁear in miné that it's the guality and

accurate representation of your students which is the

secret.15

THE PERFORMANCE AREA

| The most obvious type of stage is the traditional raised
platform which is enclosed on three sides with the fourth
side open for the audience. If your play is more light-
hearted or intimate, you may wish to consider other settings.
A more versatile stage is some form of "theater in the

round." Audience expectations are less rigorous and more

forgiving. Much less scenery needs to be made and all

scene changes, entrances, and exists are done in full view.
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This type of staging can be done anywhere from a classroom
or gymnasium to a lecture hall or outdoor ampitheater. It
is important for the audience to have unobstructed sight
lines. If you expect only a small group, then it's all
right for audience and players to be on the same level., But
i1f more than two rows of spectators is anticipated, it's
best to have audience and actors on different_level;. If
the amount of space you need for performénce is small,

it can be done on a raised platform, surrounded by the
audience on three sides, or on all four sides. However, if
you need a larger space, some of the action will be obscured.
In this case, consider seating the audience on bleachers
above the stage, which is on ground level.

Whichever strategy you employ, bear in mind to seat the
audience in such a way so as to allow the actors to come.
onto the stage from various directions through unobstrﬁc£ed
routes. JAf prompting is going to be required, make sure
that the prompter can be easily concealed. Above all,
rehearse as much as you can in the actual performance space.

It is best to have all your staging problems worked out

before opening night!lG’17
SCENERY
Keep the scenery as simple as pdssible. Simple scenery’

is easier to make, cheéper, and is faster to change. The

BLIA s e A
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more you can "suggest" a settlng the better. An arch frame
can suggest a doorway, or an entire house! Benches, tables,
and chairs can Suggest a wide range of furniture. If you
don't have permanent access to the performance space consider
attaching scenery to moveable blackboards or bulletin boards.
Some of these dévicés can be flippeaq, giving you two sets
for the work of one. Flats (which are canvas sheetlng or
muslin nailed or stapled to a wooden frame) although they
take time; énergy, and money, can be used to paint a scene.18
If you are less ambitious, ordinary cardboard is easily
obtained, cheap, and quite serviceable. It can be easily
modified by being painted and cut into interesting shapes.
However unbraced cardboard has the tendency to flop; You
can give it the needed support by nailing wood slats perpen-
dicular to each other and stapling the cardboard to these
slats. Paper, particularly newsprint, can be an acceptable
substitute for cardboard. But paper tends to curl, especially
in damp weather, so support will be needea unless the paper
is tacked or taped to a surface. Paper and cardboard con-
structions can also be suspended from the ceiling to suggest

a skyline, wide open spaces, forests, or fantasy environ-

ments.19

For more elaborate setting, paper mache is a fine
material. It can be purchased in art supply stores, but it
is also easily made. Mix wheat paste and water to the con-

sistency of cream. Then take long, thin strips of newspaper

r

R TR R N I AT AR L e
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soak them in the pastemixture, and apply them to the con-
toured frame. Contoured frames can be made from chicken
wire, boxes, or other interesting shapes suggesting rocks,
mountains, or whatever. The more layers of mache you apply,
the more durable the object will be. For truly exotic
shapes, the mache material can be used with unbleached
muslin in place of or in combination with newspaper strips.
Soak the whole sheet in the paste mixture and apply it to
the contoured shape. Mache will usually take a day-or two
to dry before it is ready for painting.20 Paintihg the
scenery is fun and creative, but there are a few tricks to
remember. Cardboard often has a preservative coatlng Wthh
will reject ordinary palnts and paper mache will absorb

paints designed for less porous surfaces. Therefore you

»will be best served by mixing your own. The secret is to

use wall paper sizing or powdered glue with dry pigment and
water. These are usually obtained in paint stores. Mix one
pound of dry pigment and one pound of wall paper sizing or
dry glue with enough water to make one-half gallon of mix-

ture. For other surfaces tempra or poster paint is ideal.

Simple water color painting kits are also cheap and effec-

tive. 1Indeed crayons and charcoal will serve just fine in
some situations. If your lighting is at all sophisticated,
you may run into a small reflectance problenm. Light reflects

more off of bright colors, sometimes creating a different
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effect on stage from what was apparent during the painting
seésion. Therefore, plain white might turn out to be too
prominent, and you may wish to add a slight amount of pig-
ment to white.Zl;22

The followiﬁg list of tools and equipment should prove
helpful. For scenery Luilding, you may need a hammer, a
saw (coping, rip, and crosscut), écrewdrivers (standard and
Phillips), pliers (adjustable and needlenosed)}, stapler
(especially a staple gun}, thumbtacks and carpet tacks, nails,
and brads; tape (cloth, masking, cellophone and ducting):
bellwire, brushes, rulers, sc%ssors, twine and rope. Many
of these items can be borrowed: but make sure that someone
is chafged with the responsibility of maintaining a list of
what was borrowed from whom and for checking items off as
they are returned. It is also a niceness to acknowledge -

lenders in your program,; if you have one.23 The more

student involvement in the planning and making of the

scenery, the better. Preplanning is essential. Go through
each scene and brainstorm ideas, possibly even creating

blueprints. lThese blueprints are also helpful in blocking
scenes. Indeed, no scene has been fully blocked until the

scenery is in place!

LIGHTING524’25

Most productions brightly illuminate the stage and keep

the audience in relative darkness. This heightens the effect
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that something special is going on. You should make some
attempt at lighting (however unsophisticated) in order to
achieve this aura of specialness.

Border or strip lights are ideal, but usually are found
only in theater séttings. They are rows of lights bulbs
concealed from the audience by a shield and hung either just
below the lip of the stage as footlights or hung from the
ceiling just behind the curtain. |

Spotlights can be useful for special effects, although
théy‘can be distracting at other times. Some scenes play
best in front of the curtain, €¢.g., while scenery changing is
going on. This action can be highlighted by someone with a
spotlight in front of the stage. Spotlights can be roving or
fixed. A roving spotlight heeds an éperator and the opera-
tor needs rehearsal. _A fixed spotlight is mounted:pnra'pole

or from the ceiling and shines only on one place. You will

still need someone rehearsed as to when to turn it on and

off, and your actors will also have to- learn how to position
themselves properly. The best location for a fixed spot-
light is to crosslight the stage, that is if the actor is
in a downstage right position the spotlight shines diagonally
across from left to right.

Spotlights, floodlights, and their apprdpriate socketry
can bé purchased at most hardware and lighting stores. They

run $1 to $2 and generally are around 150 watts. You can
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even make your own spotlight with a #10 tin can and a light
bulb; but heat will be a problem so make sure the can is

adequately ventilated and the socket is porcelin based. If

you must use extension cords, be advised that inguisitive

toes will always'find it out. Therefore, an extension cord

+

must be taped to the floor with broad ducting tape along

their entire length. Finally, you must consult with the
building custodian or some other knowledéeable perscn to
;% . avoid blown fuses or violated fire regulations. There is
; ?” also the option of using hand held portable flashligh?s.
g Some of them are quite powerful and trouble free. If you
;; E? have absoclutely no lighting resources, one or two standing
: lamps - with tilted shades will do, but do something!
If you are working in an environment where dramatic
productions are likely to become regular events, you may -

wish to install permanent lighting. Try these additional

sources, which will also furnish catalogues if requested:
Grand Stage Lighting Company
9 W. Hubbard Street

Chicago, IL 60610

Theatre Production Service

52 W. 46th Street

New York, NY 10036
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- SOUND EFFECTS ' .

i

Once you have identified a sound effect need, brain-

storm the possibilities. Here are some simple ideas:

Thunder (and explosions}: breathe explosively into a micro-

gi phone tuned to highest volume; breaking glass: small pieces

of metal dropped into a wastebasket: rain: B.B.'s dropped

onto a drum; telephone: hand-held bell or a bell and bat-
tery; horses or marching troops: backstage personnel

galloping or marching in place. The human voice, especially

amplified and distorted through a sound system, is capable

. . 7
of a wide range of sound effects. Explore and exper1ment.26’2

COSTUMES AND MAKEUP

Costumes are a very important part of any production.

They add color, compensate for simple scenery and furnish-

ings, suggest particular. characters and settings, and help

an actor "feel" the part. Costumes can be as simple or as

d elaborate as you choose. Almost anything can be a costume:
bathrobes, capes, long skirts, "period" clothes, tights,

o sheets, large trash bags, bathing caps (to suggest baldness),
; towels, old hats, curtains, bedspreads, flour bags, yard,
rope, costume jewelry, feathefed boas and becots. If your
resources are limited, even only hats make sufficient cos-
tumes. TIf time, money, or expertise is limited, then having
each actor plan and make his/hef own costume is often the

best.28
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- . Masks often liberate even the shyest of pérformers,

P and they always lend an air of specialness. Many masks

can be found in the party supply sections of storesf and
they can be best accumulated around Halloween. You can
also make masks of your own from paper bags or other mater-
ials. If you've got the time, you can make quite elaborate
masks from the gauze, tape used in making casts for broken
bones. Cover the actor's face with vaseline. Soak the
gauvze strips in water énd lay then across the féce ahd wait

for them to dry. It works best if the actor can breathe

through several straws while waiting. After the mask has

been removed and allowed to dry even more, it can be paintéd.

The gauze is available in some pharmacies and all hospital
29

supply stores.
Sophisticated ﬁakeup is a subject for experts and is

worthy of a volume on its own. Makeup can be used in three

different ways. As in the ";eal world," makeup can be used

to accentuate features, i.e., large eyes or high cheekbones.

Makeup can also be used to suggest a character, e.g., whiskers
for animals. Makeup put on in bizarre pétterns can suggest
fantasy characters. Many stores stock serviceable makeup

kits around Halloween. Some drug stores will even have
theatrical makeﬁp. If your environmept supports a-local

theatrical company, they may assist you in locating a supply.

They may even help you in its use. If Yyour. resources are
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limited, simple tempra paint will do.. Charccal and burnt
cork are also traditional standbyes; but before you apply
them, lay down a thin base of unscented cold cream, i.e.,

Abolene, or it will be difficult to remove.30

Viola Spolin suggests regular character makeup sessions.

It will aid the actors in experimenting with their charac-

i{ terizations. It's much more relevant for an actor to apply

her/his own makeup (possibly with some help) than it is to
have it imposed. By using makeup a lot during rehearsals,
it is more easily worn during the performance. Makeup is an
extension of a character, not a creation of it. Sometimes

it's not necessary at all.

PROPS

A prop is any portable item used in a play, usually

hand-held. They are often very much a part of a setting-

and help to define character. Often one item can be used to
‘ ' suggest another, e.g., an actor holding 'some tree branches
ij can suggest an entire forest! As with costumes, the more

each actor is responsible for obtaining and using her/his

@ - own props, the easier the entire production will be. If

you are using more than just a few props though, YOu will

need a non-acting person to manage them, especially between
. : rehearsals. Props should be introduced into rehearsals as

' soon as possible. Actors need as much time to familiarize
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. . . . 31,32
themselves with their props as their lines.’*r

F. Rehearsals:

The length of time you spend on a rehearsal depends to
a large degree on the group. Inexperienced groups (in terms
of both performance or language experience) should have less
time and more supervision per setting. Start with shorter
periods and work your way up. An ideal situation is one in
which several scenes or situations can be rehearsed at the
same time. Sometimes this will require additional people to
run these sessions, i.e., the musical director can be working
on a song or a dance while the director is working on a scene.
Older groups may have some actors who can rehearse,themselve;
without supervision. Multiple activity rehearsals limits
the boredom or restlessness of actors not involved.33

The atmosphererduring rehearsals should be as free.fgom
tension, anxiety, bad mobd, and competition as poésible.
It should be full of excitement, inspiration, and anticipa-
tion. People come to rehearsals in all frames of mind, which

makes the transition from their other lives to the stage .

space very important. Everyone needs positive reinforcement

and lots of energy.34

Your role as director is critical in setting and main-
taining a positive and creative atmosphere. Ask yourself

'again the following list of guestions, especially when things
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seem to be going poorly:

1. "Am I giving out enough energy?"

2. “Am i spending too much time on mechanics?"

3. "Do the actors need more time on improvisation?"
4. "Are rehearsals too drawn out?"

5. "Am I nagging the actors too much?" .

6. "Am I attacking the actors?"

7. "Am I just being a traffic.manager?"
B. "Am I over-anxious?"
9. "Am I asking too much at this time?"
10. "Am I too concerned with the audience and/or

other people's criticisms and reactions?

11. "Do I need to take time ouf to reread the

play to search for a different perspective
or return to the original theme?"
12. "Am I trying to do too much? Who can help'
me?“35
The following list of pointers is for the director to
help the actors develop an ease in being on stége:

l. Plan rehearsals to cover a long time span, i.e.,

think in terms of weeks, not days.

sl 2. Use acting exercises and theater games during
rehearsals. It will not be wasted time.
3. Do not allow the actors to take their lines

homes too early.

£y
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Use non-directional blocking ("Working oufi

the position of the actors within a scene.")
whenever possible.

Create a tension free, pleasurable atmosphere,
Bring in costume pieces and props early on to
assure ease and comfort duriné per%ormance.
Schedule as many performances to as many dif-
ferent audiences in as manf other places as
possible. Through this, discussions can téke
place comparing performance, and staleness can
be averted.

Be aware of actors growing stale and what to do
about it. Keep things as flexible as possible.
Stress relationships and involvement in the
play before memorizing stage directions and

lines. Include acting exercises and theater

games throughout, Vary rehearsals and perfor-
fMlances. Insist on jobs well done and trying as
hard as one can. Discuss staleness with the

individual actors.

Stress good maintenance of costumes and makeup.
Anlactor worried about a costume that's falling
apart on stage can really tighten ﬁp.

Every once in a while do a complete run-thrdugh

of the play. Do this even between actual
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performances. This will. allow pointers to be
continuously presented and enable the play to
continue to flower as a whole. Continued feed-

back will prevent laziness and exaggerated

feelings of perfection.

Schedule breaks and refreshments during re-
hearsals to freshen things up and keep enerqgy
flowing. |

If an actor appears to be moving awkwardly-or
confined to a small stage space, they may be
trying to remember exact stage directions in-
stead of flowing wiéh the play. Use a space-
involvement exercise to correct this.

What's Beyond? The actor walks across the stage

as only a place to be walked through. The.ob-
ject is to show what room they came from énd
what room they're going to. An example would
be a trip from bedroom to ﬁathroom, showing

37

actions related to both.

If an actor tends to sit down or shift from foot

“to foot, they may not have a sense of place.

Try this exercise:

Where With Objects: The first actor comes on

and arranges a set of objects to define a

space, e.g., a supermarket, kitchen, or toy
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. store. The second actor enters and relates
to "where" the first actor is.38
E ;o 14. If someone is having difficulty with poor

enunciation or rushing his/her speech, work

on seeing the words as part of a whole dialogue

rather than as individual words. Have them re-

hearse the lines in gibberish, or use. some other

5
4
o
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relaxing idea. If the student is not fluent in
the language, you might choose to ignofe the
whole problem sinbe foéusing on it may make it
worse.

15. An actor who is an exhibitionist or "ham" is

usually seeking some form of recognition (posi-

tive or negative) and often lacks self-identity.
5_36 - This problem takes a great deal of individual
work and may not be-easily solved. Somehow
You've got to convince this person that by

calling attention to themselves they end up

disrupting the play. You might try using the

traditional theater adage, "You look your best
when you're trying to make everyone else look
good. "

16. If an actor is having trouble with a character-

ization, have the actor write the character's

autobiography.




17.

i

24

If an ac?or is having trouble touching or
responding, he/she may have a fear of getting
involved. The following exercises may help:
Contact: The object of the exercise is to make
a new physical contact each time a new thought
;r phrase of dialogue is made. The two people
doing the exercise cannot talk unless_there is
some form of touching. Thé touching should make
sense in terms of the characters and the dialogue.
Children will often resort to fighting or huddl-
ing as a way to avoid the exercise.

The dialogue need not be in words. It can be
such things as laughing, singing, crying or
coughing; just as long as it is accompanied by
relevant touching. Spontaneity is important, so
avoid programmed interactions. A useful "home-
work" assignment is to ask the actor to make

the effort to find a five minute segmeht of
their life in which they will touch another per-

son while talking to them.

Give and Take: Two actors begin an improvisa-
tion. The gther members of the cast call out
the physical interactions which must take

place.39
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Voice projection takes a great deal of work,
and inexperienced actors will have to be
frequently reminded. The difficulty is that
the act of reminding may disrupt the.action

©n stage. You can adopt certain signals when-
€ver an actor cannot be properly heard, e.g.,
raising your hand, cupping your.ear,lor calling
out "What?" ~Other cast members should be
involved in this type of feedback. The follow-

ing exercises might help:

Calling Out: Create scenes between two groups
of people who are trying to communicate with
each other at a distance, €.g., tourists and
guides who have become Separated in a large
cave; mpuntain climbers who have scaled

pPeaks, and so on.

Whispering: Repeat the scene in whispers.40

Stage fright lessens with experience and ex-
pesure, Knowing what to do and how to do it
helps a lot. Most stage fright is anxiety,
pure and simple. 1Tt ig often caused by shallow
breathing: or, indeed, not breathing at ali.
Teach your students to breathe in slowly and

deeply to a count of three, exhale slowly

to a count of six.
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Not listenihg to other actors or taking cver
Scenes is something very important to work
against. Everyone should be made aware of
these unprofessional tricks: “"Upstaging" is
one of them: The actor stands in such a way

S50 ‘as to require the other actois to have their
backs turned to the audience or be_otherwise
obstructed. Side coaching phrases such as
"Share the stage" may be necessary. If fhe
problem persists, you may try a combination

of condemning the selfish behavior and praising
harmonious behavior.

Inexperienced actors sometimes get so caugh£
up in the action that they forget the audience.
This is fine, but if often ieads to them pre-
senting their posterior extremities. One

catch phrase which will get them pointed in

the proper direction is, "Keep. your pretty
parts to tﬂe audience."

Try to keep the number of actors actively on
stage to a maximum of four or five. Any

more may lead to .overcrowding and/or visual

chaos.

Every so often "observe' a rehearsal with your

own back to the stage. Lack of characterization
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"acting"” instead of feeling a character, weak-
ness in relationships, and other things will
often become more obvious.
The above list is primarily for the director. The list which
follows is for bdth the director and the actors:
1. Mistakes, such as forgotten lines, are bound
to happen. Inexperienced actors simply'stop
and flounder. Work at covéring up in improvis-
ing solutions. Children often think that things

have got to be done exactly right, they need

to be told that the audience doesn't know the

script and that if the action Keeps going the

audience won't even know a mistake has been
made. Stress each actor's responsibilify to
the group as a whole.

2. Stress word patterns and meaning rather than

word-by-word memorization. Prompters can be
especially guilty of insistence on exact word-

ing. Stress the fact that actors must listen

to each other and observe what's actually going

on rather than being totally dependent on their

eXpectations.

3. Sense of timing must come from the actors, the

situation, and the audience. It cannot be

preplanned. If at all possible, try to have a

i
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few guests at each rehearsal so that the stu-
dents can accumulate experience with audience
reactions.

Some moderate amount of laughter and fooling
around can be tolerated in servige of a relaxed
atmosphere; but laughter is freqﬁently a sign

of nervousness. You may wish to explore what

is it about the situation which is making the
actor feel threatened. Often the reason is that
the part is getting too close to a sélf-realiza—
tion which may be new to the actdr. At other
times students may use horseplay to cover up
their insecurities, Rathér than ignoring or
merely prohibiting this behavior, you may find
it very profitable'to use it as a topic for

discussion.

When audiences react, e.g., with laughter,

clapping, etc., you have to give them time be-
fore continuing. Audience reactions usually
build to a peakrand then taper off. Don't start
until you sense the peak hés just been passed.
Since it may take the audience a moment or two
to realize that the action has resumed, start

with an action or nonsense word,e.g., "ah!"
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or "Well!" before picking up with the script.
Rules for backstage behavior must be group
developed and then strictly observed. Anything
which distracts from the action on stage is

nof to be allowed. There is a great temptation
for pedple who are going to be'backstage during
the actual performance to want to spend all the
rehearsals in front; however, it is equally

important to rehearse backstage procedures.

This also applies to the director!

Keep a personal written list of all your props,
costumes, and special effects:; where they will

be when you need them; where they will be after
you've finished using them. Get in the habit

of checking off your list before every run-through,
Be aware of your body, especially your hands.

You should try to cultivate a point-of-concen-

tration, that is, what are you doing at each

- given moment? Perhaps you are involved with

an object. Idle hands are.distracting, they
can be used to extend and develop character,
€.g., twirling an evil moustache, fussing with
imaginary lint, shaping definitive gestures.
When speaking in .the direction of the audience,

try for as much eye contact as possible. If

eye contact is, for you, difficult or distracting,
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look at people's "third eye," right in the
middle of their forehead.

A play can develop a very ”chopéy” feeling if
each actor' always waits until the other
actor's line is completeiy fihished.. This is
especially the case if the first actor has
forgotten part of his/her 1ines-and tﬁe second
wa?ts around for the expected completion, which

may or may not be forthcoming. If the action

at all justifies it, try anticipating the start

of your own line so that there is more of a
flow to the conversation rather than a series
of short bursts separated by silence.

In real life; the last few words of a sentence
are usually the strongest. 1In a memorized
part these last few words often trail off into
inaudibility. Concentrate on accentuating the
end of sentences.

If you absolutely need a certain cue to continue

and your partner on stage isn't giving it to
you, make it up yourself. Suppose you need:
"Get out of here and take that dog with you!"
You can always tfy, T suppose-the next thing,
you'll be telling me is to get out of here and

take that dog with me!n"
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13. If you've forgotten an important line and
no one is about to save you, and you can't
think of any creative improvisation; say
"line" clearly and diétinctly. That way you

help your prompter.41

FEEDBACK

It is vitally important that the actors get feedback on
the guality of their performance. I am going to focus on
two types of feedback: ‘“side coaching" and "review." What-
ever style of'feedback you use, keep it as positive as pos-
sible.

Side coaching is when the director comments to the stage.
action while that action is in progress without halting the
flow of action. The comments should be clean and kept'very
brief, otherwise they may become disruptive and self—deféating;
e.g;, "Share the stage ﬁicture," "Hands!", "Faces!". This
end will be best served if you develop your own list of, say,

a dozen stock comments of which everyone 1is certain of the
meaning. When you side coach withéut addressing your comments
to a specific person, everyone on stage will incorporate it.

Review takés place at the end of a scene or a run through.
Each member of the cast stands for review before director and
peers and receives critical feedback.

There is a natural inclination to defend yourself when

receiving negative critical review; and there is an equally
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natural tendency to accept positive critical feedback with
smiles or nods. The only appropriate response to a.commenf
received in review is a simple, neutral; "thank you," so

as not to program the reviewers. This often‘is very hard
to learn.

You will have to decide for yourself how much peer review
you are going' to ellow. Peer review is 1mportant but some-
times it can get out of hand, espeC1ally where the maturlty
level of the reviewers is an issue. Usually the reviewers

will copy the style of the director, so it is particularly

important that You set the proper tone: a balance between
cerrecting and improving ang support.
The essential element of good critical review is commen-
L tary on observed behavior. Comments such as, "That was good*"
or "That was bad" do not convey meaningful information. :Slightly
better (but still lacking in precision) are "I like" comﬁents,
€.9., "I liked the way you answered the telephone." The

actor may still not know what it was about the way in which

they answered the telephone which you found likeable. The

best type of review comment is one in which the reviewer

shares his/her reaction to the piece, e.g., "When the phone
rang I felt you were genuinely surprised. The pauses you

used convinced me that you were actually listening to someone

s on the other end of the llne
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If learning how to accept critical review is hard, learn-
ing how to offer it may be even harder; but this is a valuable
experience for both director and cast. It forces the re-
viewers to come to grips with why they thought a particular
piece was good of béd, or why they liked something or didn't
like something else. It is exactly this self-analysis and
sharing which makes critical review so important. |

An actual timé chart for the reheafsal schedule is very
helpful for the director, technical staff, and actors. This
time chart helps everyone to know what direction the re-
hearsals aré going in and what purpose each activify has.
Rehearsals fall more or less into three major divisions;
warmup and groundwork, the meat of the matter, and "polish-
ing." ‘As always, the various activities and time allotments
should be modified, added to, or dropped according to the

needs of your situation.

FIRST REHEARSAL DIVISION: GROUNDWORK AND WARMUP

The overall purpose of this division is to acquaint cast
and director to each other and everyone to the play. It may
or may not include the selection of the play, the writing of
the script, and the casting--all of which are discussed

elsewhere.

1. Go over the story of the play in your own words.

v

This is especially important for children and actors un-

familiar with the language. Describe the setting and the
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major characters. This will help the actors to orient ‘
themselves to the plot, the stage locale, and the relation-
ships. |

2. Read the entire script from beginning to end. Dis-
cuss the story. ‘This helps the actors to sense the play in
its entirety. | '

3. Begin theater games and exercises as soon as pos-
sible, such as "gibberish" and "where." vThey will get you

all used to working with each other.

4. Acguaint the cast with stage terminology. Post a

list of characters and actors assigned to those parts. Also

post the floor plan of the stage so that everyone can begin

to familiarize themselves with the acting space and person-

nae.

Backstage
upstage upstage upstage
right center left
stage right center stage stage left
downstage ' downstage downstage
right : center : : left

Audience44
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5. Assemble the entire]cast and read through the com-
plete play with each actor taking her/his part. This should
be a neutral reading, i.e., there is no attempt at charac-
terization. Work out any errors in the script. Focus on
unfamiliar words and words which may be difficult to pro-
nounce. Have thé act;rs'underiine their parts as you go along.
This begins the familiarization with the script and is the
first opportunity to develop comments, aiterations, and
feedback.

6. Do another sit-down complete read-through. Concen-

trate on the words--what they look like and what they mean.

Visualize what the set will look like and the appearance of
the characters {(not the actors). This helps with understandiﬂg
the dimension and meaning of -the words and pictures as they
relate to the ultimate staging.

7. Do the first walk-through. The actors will havé
scripts in hand and will be reading their parts as they
walk through the action. Give them a genéral idea of what
is going on, but be as non-directional as possible. The

first walk-through is very time consuming, so plan on one

act or less. Emphasize flexibility and creétivity,.changes

are still easy and desirable. The first walk-through helps

actors to become more aware of each other and the stage

space.
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. 8. Continue with acting exercises and theater games,

especially those which concentrate on movement and dialogue.
These will help the actors dévelop timing, character, pace,
and total group action.

i 9. Discuss the walk-through. Decide on specific ideas

to implement. This starts and strengthens the feedback and

review process.
10. Repeat the cycle of walk-through using as many of
the ideas.which have come up as is possible. This will help

8 build a sense of involvement and the appreciation of the

play's unity will begin to develop.

11. Repeat the cycle of walk—through working on motiva-

tion in the blocking and clarifying relationships. The direc-

tor continually stops the action to suggest movements and to

e ask questions. The guestions should focus on why an actor
is moving in a certain Way.45 Example:

"D (Director): Why did you go upstage?

A (Actors): Because you told me to.
D: Do you want the audience to know you were told?
A: No.
D: Why do you think you were directed to go upstage?
A: I went upstage to wait for Tom to enter.
D: Why couldn't you wait for him to enter where you
were?
i: - A: I'm not part of the scene at the moment. I have to

get out of the scene without leaving the stage.
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. D: What can you be doing while you're waiting for

Tom?

A: I guess I could be ‘looking out of the window.

D: Why would you be looking out of the window?
A: To see if he's coming!"46
12. Begin the business of tending to business. Set a
deadline for script memorization after which scripts,will
not be allowed on stage. Discuss lateness and absence.
Emphasize that rehearsal behavior is focused behavior, not
an opportunity for socialization. Begin discussions on cos-
tuming and makeup.47
13. Have another sitdown réading using the script as
little as possible. Concentrate on cues: word cues and
action cues. There are both internal and external action
cues. An external action cue is something which another actor
does which will trigger a reaction, either physical or verbal.
An internal action cue is what's going on inside the actor
in anticipation of a response. Action cues will help the
actors to avoid the danger of becoming rigidly fixated on
the script.48
14. Schedule a projection rehearsal, especially if you

Lo have several actors who cannot be easily heard. Rehearsing

outside or with the director/audience seated very far away
49

will help. To help actors with breathing and emphasis,

consider a running rehearsal, i.e., have them go over their
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lines while running or while involved in some other strenu-

ous exercise,

SECOND REHEARSAL DIVISION: THE MEAT OF THE MATTER

"This is the digging part." Biocking is mostly com-
pleted; lines and relationships are known and clear. ' The
actor is ready to use his/her own‘creativity. The mechanics
are largely over and dgne with. This is the time to build
nuance and subtlety. It is also a time to resist major
changes: unless, of course, there are compelling reasons to

the contrary.50

1. More strict rehearsal discipline starts. While
still maintaining a relaxed atmosphere, attitudes and be-
havior onstage, backstage, and in the "audience" are es-
tablished and adhered to.

2. The director takes a more active role in charac-
terization; using side coaching, "shadowing," games and

exercises. Games and exercises are also useful in combating

. staleness, which now becomes an issue.

3. Begin "spot" rehearsals. A spot rehearsal concentrates
on a single scene or part of a scene which is troublesome and
needs special_work. Spot rehearsals must, nonetheless, be

integrated with the play as a whole.
'

4. Schedule at least one rehearsal in leotards, tights,

or bathing suits. It will give you a better notion of "full
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bedy action.™ It will also heighten the problems of any -
actors who are insecure about their bodies.

5. Schedule a "relaxed rehearsal." A relaxed re-
hearsal is one in-which all the actors lie on the flobr with
their eyes closed, breathing very slowly and speaking their
parts very quietly. The.directof goe; around testing the
degree of relaxation by lifting arms and legs and observing
if they flop down when released (relaxed) versus floating
down {tension).

The actors are advised to visualize the stage  action from
their relaxed positions. The director might then ask them
questlons about what they re seeing, what colors stand out
what they and the other actors look like. It may be necessarf
to remind them to listen to each other and not merely'mouth
their lines.

A relaxed rehearsal "removes anxieties and helps éctors
visualize the total stage movement and environment. Dialogue
is shown as an integral part of the play.

6. Have a complete run through at least oﬁce a week,

more often if possible. Start to wear different costume

parts.5l

7. Schedule improvisations both about the play and,

séemingly, not about the play, e.g., "What's beyond?" *“This

- helps strengthen individual characterization, group re- -

lationships, and group scenes and helps groups work in
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. 52
agreement on stage scenes.”

8. Begin having the actors wear more and more of their

costumes and begin using their props more often, especially

the difficult ones. This "gives further clues on a way to
show and 'be' a specific‘character."53 |

9. If you are experiencing characterization difficul-
ties, have the actors write the autobiography of their
character. If two actors are having troubles relating to
each other in a scene, have them reverse roles fof a while.
This "helps actors see the play as a whole and to develop

more insight into...character."54

THIRD REHEARSAL DIVISION--~POLISHING

1. Now that most of the dramatic aspects of the produc—
tion are moving along more or less of their. own accord, more
attention will have to be paid to the technical aspects.
Lighting, scenery and backstage procedures should be worked
out. This is-the time to emphasize publicity. Assign people
to. make posters and to contact publications such as local news—
papers, school newsletters, radio stations, gnd so on. If
you are going to have a program, get it designed, printed,

and people assigned to hand it out to the audience. Be sure

. to include acknowledgements. You may be able to pay for part

of the costs by selling advertising space.

2. Reread the entire play! See if anything new has
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cropped up. Continue spot rehearsals and run-throughs. Work
on entrances and exits. Rehearse curtain calls.
3. Schedule a "special run through." A special run-

through is one in which the cast receives no help from the

director or prompters. If a mistake occurs, it must be

covered onstage without interruption. If the mistake is

not covered, or if an interruption occurs, the act or

scene must be started all over from the beginning! "The

group learns to function as a whole. Actors learn to help
one another_without attacking someone for making a mistake."

4. Hold a costume parade, to focus just on costumes.

All the actors put on their complete costumes with makeup
and lineup for inspection under the stage lights.

5. In the last week of rehearsal, all of-your run
throughs should be -'?&echnical.'- This should include all’

costumes, props, lighting, entrances, and exits, and cur-

tain calls.

6. Hold the first dress rehearsal. This should be a

non-stop run-through.. If the director sees things which
deserve comment, he/she should take notes rather than side
coach or interrupt. You may experience a temptation to
tinker with the play, but at this point changes should be
made only with the greatest reluctance.

7. If it is possible hold'severél dress rghearsals.

ij © ~ as preview performances in front of selected and small
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audiences. This is your last apportunity’to practice res-
ponding to audience reactions.

By now the cast and diréctor shoﬁld be ready for the
first public pérformance, confident that they can perform
in front of an audienc?; ready to support one another: and

able to convey an idea that is understood and accepted.55

G. The Performance:

"The performance brings the Wholecreativeprocess of
doing a play to its fruition; and the audience must be
involved in this proces_s.“56

"Sharing with the audience is a very important idea to
keep in mind. Don't work for a responée from the audience
or for 'personal gratification. Share with each other--
feel each others' rhythmé and feelings."s7

Have the actors on.hand at least an hour before the
actual performance to get on costumes and makeup, arrange
props, sound éffects, lighting and scenery. ' B11 staff should
be at their respective places for the opening curtain at
least one-half hour in advance. This is a good time for a
final pep-talk, Ushers, equipped with programs, should also
be ready atrthis time. YOu will not waﬁt to be interrupted
by audience-related matters.

Along the way you should have acquired a backstage

director, that is someone who will maintain order and direct
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traffic. Preferably this will be a person who is not per-
sonally related to a member of the cast—-as the back-
stage manager or he/she should be free from working out
personality problems while attempting to keep order. If
you, as director, have not rehearsed backstage, don't sud-
denly appear there on opening night. Indeed, it is SUggested‘
that you don't go backstage during the ﬁerformance ét all.
There will be too much of a temptation to appeal to you for
solutions to problems which the cast should work out on its

58
own .

If the cast is ready, they'll come through with flying
colors. Keep in mind that mistakes don't ruin a life, or
a play for that matter. If everyone has been trying as hard
as they can, the performance will be highly rewarding, what-
ever happens. |

Feedback review sessions‘are an important part of the
rehearsal pfocess; but after the first performance a feed-
back review is important. Although there should be one after
each performance, it's after the first one thaﬁ an actor's
insights are most keep and fresh. Performing is a real
learning exXperience that needs to be shared to be understood.

The langﬁage, group interaction, and basic acfing skills

learned along with experiencing_an actual performance will

be remembered far longer and with more impact than any set
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piece of classwork. Acting in a language is not only living

in that language, it is living in yourself in that language.

;
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ITII. CREATIVE DRAMA: GAMES, EXERCISES, AND IMPROVISATIONS

"Since the beginnings of civilizations,.song, dance,
speech, and ritual have been used to dramatize important
occasions, new knowledge, aéd customs as a means of drawing
groups of individuals together in a common bond ofisocialized
feeling as wéll as for direct communication.“l

Creative Drama, as I use the term here, includes theater

games, acting exercises, improvisations, and mini-productions.

Creative drama not only serves the needs of putting on a major

production, it is an activity worthy of pursuit in its own

right. Both theater proper and creative drama have the same

roots: "“the need of people to role play in order to measure

themselves and their own experiences against those of others;

not only to see where they are different, but also to see
2

where they are alike.”

These exercises should be played to an audience consist-

ing only of other members of the group. The emphasis is on

developing the moment, not some future presentation. Even a

single outside observer is likely to turn a spontaneous

sharing into a performance. The students should be freed

of all obligation to "be good" or "be effective."3

The small classroom can be,a supportive environment.- It

is a place ripe for using creative dramatics. The various
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games and technigques can be introduced gradually and with
better effectiveness over a long period of time. There can
be "significant opportunities" to use language through
movement, expression of feelings, and sharing of one's own
experiences. These exercises help coordinate body, mind,
and emotion through the ideas, actions, and charactefs—-l
teaching evaluation and th;nkingrthrough actions and reactions,.
By learning to communicate, the sfudentlgains confidence in
him/herself to share ideas and opinions.4 Some of the
objectives of creative dramatics are: |

1. To promote expression of all kinds: movement and -
speech harmonizing and ;einforcing each other;

2. To limber bodies, minds,and tongués;

3. To forge drama into a learning instrument for con-

tinued use throughout the school experience;

4. To make school experiences with language fun and

‘meaningful in children's terms:

5. To habituate pupils to working autenomously in small
groups:

6. To further peer socialization of a learning sort not
possible outside of school:

7. To gain intuitivelunderstanding of style as voice,
role, and stancé.

8. To develop, in the more familiar mode'of dramatic

play, those characteristics necessary for the less familiar
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process of discussing, attending, responding, interacting
and turn-taking:

9. To ekercise and channel feelings.5

Creative dramatics gives all kinds of people with many
different kinds of personalities, ages, problems and abili-
ties a chance to project themselves into aﬁotheL personality
and to legitimize ways to get attention.6 Simulation (role-

. _ - '

playing) is an excellent way to learn how to confront and
deal with the stresses and strains of everyday life. Per-
sonal experiences are the most important resources one can
draw from. Simulations are realistic because their outcomes
are uncertain, just as in real life.7

However, role playing is safer than real life. Alterna-
tives and différent life strategies can be learned by ex-
perimentation in a protected environment. Students feel. they
have some control over the outcome; nobody is directing £hem
to choose, but rather the director is acting as a guide.
As is often the case, theAdiscussions and evaluations of these
sessions is where the real learning ta#es place.8

There are certain important principles to keep in mind.
It's permissable to suggest, not to control. Stress inde-
pendence from auﬁhority. Imagination, simplicity, and
flexiﬁility'are the watchwords. All questions and ideas

must be listened to and given respect and value. Very few

things are absolute. The mind must stay open to new and
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unusual occurances.

v

Be aware of who is makiﬁg the decisions. Try to make the
students as responsible for the decision making process as
much as possible. Establish a noise/excitement threshold,
creative drama tends to generate a lot of both; and you will
have to develop a sense for how much to ailow gefore either
becomes self-defeating. Be willing to take an active role--
possibly serve as an example for a particular exercise or
game; or as a suggestor of ideas.9

There ié a certain seguence to follow in presenting
creative drama activities. Begin with full class sessions,
there's safety in numbers. Then try small groups, finally
individuals. The makeup of each particular class or group
will determine where you will place your emphasis:

1. What are their linguistic and experiental backgrounds?

2. Is their need for action or to overcome social/

emotional barriers?

3. What hedium shouid you use, e.g., "acting," mime,
or puppets, etc.?lo

The following section contains'eXamples of techpiques,
exercises and games found to be very effective in uéing
Creative dramatics in the classroom. They are also very
usefui in preparing for audience-oriented perfdrmances. These

suggestions have been divided into five categories: (1)

SensoryQObservation; (2) Movement: (3), (4) Verbal and
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non-verbal improvisations; (5) Planned scripts and projects.
Depending on your needs, you may choose from one or

several of the categories. Ideally you will be stimulated

to create activities of your own or to modify. these sugges-

tions to fit the demands of your situation. Above all, have

fun and enjoy!
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A. Sensory-Observation

The following exercises are good preparation for learn-
ing how to sense and observe cne's environment--both exter—.
nal and internal. They also offer a gentle, non-threatening
introduction to creative dramatics.

One piece of equipment is used so often that it bears

introduction here. These are the Noun Cards. The simplest
form of the noun card is a 3x5 index card with the name of
some object on it, e.g., boat, tree, apple, hat, and so on.
Noun cards can also be found with many language-learning
packages and with primary and nursery school supplies. If
you have the luxury of time or the limitation of finances;
you can make your own. I suggest listing them into the
three categories of people, places, and things (bbjecfs).
This makes your set of noun cards more easily added to, and
students frequently enjoy embellishing the words with bic—

tures which they draw themselves.ll

OBJECTIVE: LISTENING SKILLS:

1. Title: Commen Sounds

Special Equipment: Tépe recorder, pencil and paper

Procedure: Record some common sounds around the school
or home, e.g., dialing a phone,” running wéter, cooking, an
animal, or dropping an object. Arrange the class so that

they are quietly sitting or lying- - Play the recordings and

have them discuss what they've heard.
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Variation: Have 'students make up mini-stories about the

sounds they've heard.

Variation: Have students write down two or three words
Jer-arion

‘;f - which they associate with each sound.12

2. Title: Sounds Around .the Environment

Special Equipment: None

Procedure: Have the class sit or lie quietly with their
eyes closed just listening to the sounds around them. After
a few minutes, discuss what each has heard and felt as he/she
was listening. |

Variation: Ask each sfudent to hear one sound he/she
thinks that no one else will notice.

Variation: Mové around the environment making sounds such
as tapping an object, opening a drawer, etc. Have students
discuss their pPerceptions and reactions. |

Variétion: Have sfudents pair off and make environmental
. sounds for each other, taking turns at being "blind”.and

making the sounds.

Variation: Have the students relate the sounds they're
hearing to sounds they've heard in the past.

Variation: Have the students associate the sounds with

imaginary situations in which they are involved, or which

they're observing, €.9., as a film director.

Variation: Add an "ifn to'the sounds. For instance, if
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you've tapped a bowl with a pencil (and everyone knows the
bowl is in the room), ask them to identify the sound as if

the bowl was not in the room, or hadn't even been invented.lB'

3. Title: Recall

Special Equipment: Noun (place) cards

Procedure: Have the class lie down and be quiet with
eyes closed. Everyone is instructed to- think of a place such -
as a city street, a countryside, a circus, and so on. Stu-
dents who have trouble thinking of a place can draw a loca-
tion from those noun cards which apply to places,ror they
can'select from a list which you present.

One by one each student makes a sound from the environ-
ment they've chosen. Other students try to guess the source

of the sound and the associated environment.l4

4. Title: Sounds for a Story

Special Equipment: & story or poem which contains a

lot of references to sounds, e.g., "The Raven" by Edgar
Allen Poe of "The Highwayman" by Alfred Noyes.

Procedure: Tell or read a story or poem to the class.
As the students listen, have them make appropriate sounds
throughout the story. If you have a large or active group,
you may wish to select a smaller number of "sound technicians"
- to provide the sounds. Tt may .make sense to do the exercise

several times to get really good at it.
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i Variation: Appoint a “"conductor" who will vary loudness
| and direct entrances and exits.

Variation: Experiment with variations, especially if a
sound interpretation is "obvious."

Variation: Have the students find or write appropriate

o literature for this exercise. A story thusly found or

created is good preparation for adaptation and script writ-

. . 15
i ing.

. OBJECTIVE: SEEING SKILLS:
l. Title: The Magic Camera

- Special Equipment: a supply of 3x5 index cards

Procedure: Each student is to take an imaginary picture
of something in‘the environment. Each student then describes
her/his picture in great detail. After the description, the
sfudent then hands the "photo" to some other student whot

must add to the description.l6

2. Title: Seeing the Environment

Special Equipment: none

Procedure: Have the class closely examine a small area
of the environment which ordinarily wouldn't receive much
attention. Discugs what they've seen.

Vagiatioﬁ: Challenge each student to observé something

that no cone else will notice.
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5 o . Variation: Divide group into pairs and have each pair

examine and compare something of their bedies or clothing;

€.g., the lines in the palm of the hand, or their shoes.17
3. Title: A Test of Observation and Concentration
Special Equipment: A tray containing several small 'ob-

jects.

Procedure: Allow the students 30 to 60 seconds to see
where all the objects are. Then have them look away or close
their eyes while you move some of the objects around. The

students must then identify the changes. As they get better

at it, make the changes-more subtle.

Variation: Remove some objects and replace them by
-otheré.

Variation: Have students be the object changers.

Variation: Try it with articles of clothing in the
center of a group of students.

Variation: Using pictures from magazines, books, or
newspapers, give the students 30 to 60 seconds to study the

scene. They then must write or discuss as many details as

18

they can remember. This works best in small groups.

vis 4. Title: Uses for an.Object

Special Equipment: A bag or box full of small objects

such as a pencil, pieces of wood or kitchen utencils. Noun

Cards.
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Procedure: Give each student an object; alternatively
give an object to each small group of students. They are to
devise as many uses for the object as they can. The sugges-

tions can be written down, discussed, or pantomimed.19

5. Title: Test of Observation

Special Equipment: None

Procedure: Have everyone close their eyes and then ask
them a series of quéstions which will test their memories aqd
powers of observation. For example: '"How many chairs are
in the room?" "How many steps are there on the stairway?"

"How many people in this room have brown éyes.”20

6. Title: Changes

Special Eguipment: None

Procedure: Divide the class into two facing rows. -Each
person is to carefully .study the person opposite. Then every-
one‘turns around and makes three changes such as rolling up
a sleevé, taking off an earring, unfastening a button. On

signal, everyone turns back face to face and tries to

identify the changes.

~Variation: Change more than three things
Variation: Change partners.21

7. Title: Emphatic Vision

Special Equipment: None, or Noun Cards (People)
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Procedure: Have each student choose a character--
famous, fictional, or otherwise. They then must describe
the immediate environment as if they were that character.

Variation: Have the character chosen be an animal,
inanimate object, or fantasy figure.

Variation: Describe another situation, (é.g., weather,

place, or time) which would be important to ‘the character.22

8. Title: Changing an Object

Special Egquipment: None

Procedure: Arrange the students in a circle. The leader

passes an imaginary object to the first student. Each stu-

dent in turn passes. the object to .the next. Objects should

be chosen to maximize involvement, e.g., a balloon, a heavy
rock, a puppy, a rattlesnake.

L . Variation: Students must change the size or weight of

the object before they pass it on.

Variation: Students must change the type of object be-

fore they pass it on.23
Variation: Have the students cloge their eyes or be
blindfolded.24

8., Title: Mirrors

: }i ‘ Special Eguipment: None

Procedure: Students pair o6ff and face each other. One

student from each pair is designated "leader" and the other




60

is "mirror." The mirror must copy all of the leader's actions.
Have students switch roles about every two minutes. Direct
eye contact and slow, predictable movements will be very im-

portant.

Variation: Have the students initiate their own switch

B +
of roles through the intermediary of a "freeze." Whenever the
i leader freezes, that is the signal for the role switch.
Variation: Have the students initiate their own role

switches without the freeze.25

10. Title: Action With No Sound

Special Equipment: A television, or ear pluggers.
Procedure: Assign students to watch a t.v. program for

fifteen minutes with the sound off. If no t.v. is available,

have the students plug their ears and try to follow a group

of friends or family talking. Discuss the problems and reac-
tions involved.

‘ Variation: Listen to the sound with no picture.26

OBJECTIVE: TOUCH

l. Title: Guess the Cbiject

Special Eguipment: Small paper bags containing one or two

small objects. Some of the objects should be similar, e.qg.,

a potato and an onion. Other sets of objects should be dis-
similar, e.g., a screwdriver and a balloon. Blindfolds- (option-

~al).
Procedure: Each student reaches into his/her bag and chooses

an item to describe to the class. The student is not to name
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the object or take it from the bag. The class then tries to
guess the item. If the description of the object is not clear,
then either have a discussion or let another student.try with
the same object.

Variation: Have students work in pairs.

Variation? instead of individual bags, have one large bag
with many objects. from whicﬁ stuéents take turns.

Variation: Instead of using bags, use objects from around

the environment. Describers can have their eyes open, guessers

should not.27

Variation: Pair off with one of the pair blindfolded. "See-
ing" partner is to lead "blind" partner to different objects.

Blind partner tries to guess the object from texture, weight,

and so forth.28

OBJECTIVE: SMELL AND TASTE

1. Title: Guess the Object

Special Equipment: Small paper bags containing objects

with contrasting scents, e.g., fruits, tea bags, spice bags,

balsam pillow, and so on.

Procedure: Students select an item from the bag and try to
describe its smell. The other students try to guess the iden-

tity of the object.

Variation: Use analogue variations from the touch exercise,
29

"Guess The Object.n

OBJECTIVE: EMOTIONAL STIMULI

1. Title: What's the Emotion?

Special Equipment: Any supply . of pictures of people from

magazines, books, hewspapers, e.g., The Family of Man, Edward

A A AR T v A AT L Y L
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Steichen; (New York: Simon and Schuster, 1953.) Pictures show-

ing strong emotions will work best.

Procedure: Ask the students to tell what emotions they see
in the pictures. Get them to 1dent1fy what facial expressions

and body postures were significant to them.
Variation: Have sthents write or relate étories about
what led up to the picture and what will happen next.
Variation: Have students improvise scenes relating to the,
pictures. One suggestion is a scene whiéh begins before the
picture and ends with a freeze at the moment of the picture.

Another is to begin with the picture pose and start the action

from there.3q
2. Title: Teacher is Angry!

Special Equipment: A teacher willing to play the part of

being angry. .

Procedure: The teacher enters the room displaying obvious
signs 6f anger, ba?gingrthings around, slamming doors, scowling
face and so on. After a minute or two the teacher stops,
smiles, and asks the class gquestions sucﬁ as:

"What did you notice first?

What was your reaction? Why?

What géve you clues to my feelings?
How did fhe.class as a whole respond?

- What was the atmosphere of the room?"31

Variation: Arrange with one student to participate in
secret. Direct your anger at that student and then send

him/her from the room. Ask the class how they imagine the

targeted student felt.32
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3. Title: Facial Expréssions

Special Equipment: None

Procedure: Arrange the class into a circle. Direct the
class to display various facial expressions showing emotional
- states such as anger, surprise, suspicion, happiness, fright,
grief, annoyance, physical sufﬁering, admiration, ignorance,
embarrassment, hesitation, defiance, scorn, pride,'desire,
stubborness and so on. This is an excellent warmup exer-
cise. It not only helps to limber up the face, but it also
increases an awareness of feeling and expressing eﬁotions.

variation: Add in relevant body postures.

Variation: Discuss what situations might provoke these
emotional states.

Variation: Improvise scenes built around a principal
emotional state.

Variation: Imagine_yourself moving through contrésting
environments, e.g., hot to cold, éafe to dangerocus, happi-
ness to grief, poverty to sudden riches. Focus on how the

change in emotional state is portrayed through facial ex-

pressions and body posture.33
4. Title: Oops, Wrong Emotion!

‘Special Equipment: None

Procedure{ Divide the class into two groups, A and B,

and tell them that each group is going to get a different
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set of instructions, There are three parts to the exer-
cise. For each part, each person from group A is to have
a different partner from group B. The members of group A

are the talkers, the members of group B are the listeners.

It is important that each group not hear the instructions
for the other group.

PART 1:

A Instructions: Tell your partner about something very

important to you, e.g., your career, your religion, your

marriage plans, and so on.

B Instructions: Show as little or no emotions as you

= possibly can. Keep your face and body posture as neutral

as you can. If you absolutely must, you may respond with

minimal grunts or by slowly shaking your head.

PART 2:

A Instructions: Tell your partner about your childhood.

B Instructions: Respond with complete bewilderment.

It's as if your partner was talking a foreign language, and

vyou don't understand a single word.

PART 3:

A Instructions: Tell your partner about an incident

during which you felt an extreme emotion, such as the death

of a parent, pet or friend, the winning of an award, or
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something which horribly embarrassed you.

B Instructions: Reqund to your partner's story exactly
the opposite to‘what you think the appropriate emotion
should be: i.e., laugh if you hear something sad, look very
despondent if you hear something happy.

Each part should be allowed about five minutes. All
three parts should be finished before any discussion is
allowed. After completion of the third part, reassemble
the various partnerships and have them discuss wha£ happened.
Group A members should focus on how they felt about group
B's reactions. Group B members should focus on how they
felt giving out with inappropriate reactions.34

Variation: Have group B respond in other disruptive
ways such as asking quéstions'all the time, interrupting
with personal anecdotes, or limiting themselves to the non-

verbal. Give group A different topics. Switch the groups.35

5. Title: Blind Walk

Special Equipment: Blindfold (optional)

Procedure: Divid the group into pairs. One member of
the pair is the leader, the other is "blind." The leader

leads the "blind" partner around the classroom or through
some other environment. . After a few minutes, switch roles.
Reassemble and discuss the experience. Pay particular

attention to what other senses took over during the blind-

36
ness.
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6. Title: Guided Fantasy

Special Equipment: None

Procedure: Have students lie down in comfortable posi-
tions with thei: eyes closed. Narrate the following story,
giving frequent long pauses: "Imagine yourself in a place
which is totally safe for you. It can be a real place or
an imaginary one. You are waking up in. that place. What
db you see? What do you hear? What do you smell? Find
an object in that place which is very interesting. What
color is it? How big is it? If you can touch it with
safety, reach out and touch it. How does it feel? Is it
hard, soft, cold, warm? Try to 1lift it. Is it heavy or
light? Imagine yourself moving through this place. How are
you moving? Are you floating, flying, walking, swimming?
Find another living creature in your place. How does it.
react to you? How do you react tb it? If you can, touch
each other. How does it feel? Do something together. What
are you doing? Are you playing, fighting, or just staring
at each other? Find some souvenir of your special place.
Something you can bring back with you that will always re-
mind you of this place. Now go back to sleep in your special
placé, and when you wake up, you will be back in. the class-
room,"

Have students share what they saw, felt, and experienced.

Have them hold up and describe their souvenirs.
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B. Movement

Movement exercises are important for freeing up the body
and making it more limber. They also help relieve tension,
both inrindividuals and in groups. Movement frees the
imagination‘and opens the emotions. Movement increases
awareness of others and the participation in group process.
For the student with low language skills, movement .may pro-

vide an avenue for success at expression and accomplish-

ment.38

Working on movement and using space constructively can

be very important when working with a multi-national class.

Cultures differ widely in how they use space, and an aware-

DUTMRSDURLL A e

ness of this will ease certain transitions. For instance,

Latin Americans tend to stand quite close to each other by

U.S5.A. standards. The articulation of "peréonal space" can

0 I T T T e

sometimes lead to frustrating misunderstandings which dis-

cussion will alleviate.39

One of the most important aspects of movement are the
warmup exercises. I would strong suggest doing some form
of:warmup exercise to start off each dramatic session. They
purge the soul of the burdens of ordinary life and prepare
the class for "something special.” Done properly, warmups

are both fun and already part of the creative process.




68

OBJECTIVE: WARMUPS

1. Title: Yoga, and So On

Special Egquipment: Floor mats, rugs, clean floor space.

Procedure: If you are acquainted with Yoga, almost any
regimen will be éxcellent. If you have no other alternatives,
ordinary gym calistheniecs will do, but something mére crea-
tive would be preferable. For instance, imagine what it

would be like to be attacked first by a single bee, then

several, then many, then finally a whole swarm.40

2. Title: Hay, Hee, Haw

]

Special Egquipment: None

Procedure: Arrange the students in a circle. The exer-
cise has three parts. The first time through, it should
be done slowly and softly. The second time'through it
shoﬁld be done a little faster and a little louder. Fou?
run throughs is about ideal. |

PART 1:

Step to the left with the left foot, point to the left
with the left index finger, and say, "Hay!" Step to the
right with the right foot, point to the right with the
right index finger, and say, "Hay!" Return to the position
between steps.

PART 2:

Step to the center with the left foot, point to a person

across the circle with the left index fingef, make a monster
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face, and say, "Hee!" Step to the ceﬁter with the right
foot, point to a different person across the circle with the
right index finger, make a different monster face, and gay,
"Hee!" Return to the position between steps.

PART 3: ,

Left foot on ti? toe, left index finger pointed directly
overhead, left side stretched, say, "Haw!" Right foot on
tip toe, right index finger pointed directly overhead, right

side stretched, say, "Haw!"4l

3. Title: The Face

Special Eguipment: None

Procedure: Begin by massaging the face, pulling it in£o'
welrd and wonderful positions as if it were plastic.  Then
count off cadence as if this were ordinary calisthenics: ‘
"Faces up! Faces down{" ~"Faces in, faces out!" “Faces

left, faces right." Pay particular attention to the action

of lips, jaws, and (éspecially) eyes.42

4. Title: Magic Gum

Special Equipment: None

Procedure: Arrange the class into a circle. Have the
students take out a piece of imaginary gum, carefully unwrap
it, and begin to chew it. Instruct them to swallow it, and

then inform that that the gum is magnetic, and there is a
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child with a gum magnet standing about three feef in front
of them. The magnet pulls their stomachs forward. Then
the child with the gum begins to move around them in a
circle,-first in one direction and then the other. As the
child with the magnet moves, the exercisers are pullqd
(hence stretched) in that direction.

Variation:- The gum can stick in various other parts of

the body as the magnet moves around, e.g., throat, midchest,

and so on.43
4. Title: Group Mirroring

Special Eguipment: None

Procedure: Arrange the students 1in a circle. Each child
‘in turn must initiate some repetitive action_,. Everyone else

mirrors the action. Leadership passes around the circle

until each student has had an opportunity.44

Variation: A game called ﬁIndian Chief."” One student
is chosen to leave the circle énd wait at a distance. Another

student is chosen to be the Indian Chief. The chief begins
some repetitive action and all the others copy. The other
studen£ is called back and he/she tries to guess who the
chief is. The chiéf should try to change the actions as

often as poésible;45

6. Title: The Twitch ‘

Special Equipment: None
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Procedure: Arrange-the students,in a circle. Tell them
to imagine that they.ére about to be possessed by a twitch.
The twitch starts in the index finger of thg right hand.

The twitch then grows in power and intensity as it invades
the other parts of the bodyu Call out these parts in se-

quence: Other fingers, hand, arm, shoulder, other arm

’

,-head, back, pelvis, leg, foot, toes. By the time you reach

toes, everyone should be twitching all over. Then the

twitch gradually leaves the bedy in the same order: finger,

hands, arms, and so on.46

OBJECTIVE: BODY MOVEMENT, AWARENESS OF OTHERS, GROUP PARTICI-
PATION ‘

1. Title: Statues

Special Eguipment: None

Procedure: Arrange the class as an audience. Ask_fér
four or five volunteers. Arrange the volunteers on stage
in a semi—cikcle open to the audience. The first'volunteef
steps forward and takes a ffdzen position. One by one the
othér.volunteers come forward and adopt frozen positions in
order to create a Statue.

This exercise can also be used to stress the importance
of stage picture. There should be at least one and no more
than two stétue_members at each level; high, medium, low.
Statue members should not obstruct the audience's view of
other memberé, Facial expressions should somehow relate to

statue parts. Each member of the statue should create a focus
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of attention by their lines-of-sight. Every member of the
statue should be touching at least one other member. The

statue should be built so that members who are unstable

‘will be supported. The statue should remain frozen for a

long count of five and then,shou}d disassemble smoothly
with all members returning to the semi-circle fo await
critical review and feedback.

Variation: The first volunteer should come forward in-a
semi- -controlled manner and freeze on impulse into a random
position. 'Subsequent volunteers should come forwafd in a

semi-controlled fashion and freeze on contact.

‘Variation: The first volunteer comes forward and freezes
into an unstable position which will reguire support. The

second volunteer supports the first and then, in turn,
becomes unstable and roquiring of support. The last volun-
teer provides the final support and solidarity.

Variatioo: Instead of arranging the volunteers in a semi-
circle have them moving at random within a designated area.
By.a "certain feeling" the group will freeze into a statue.

Variation: Have the audience decide how the statue
elements should position themselves.

Variation: Have the audience determine the name of the

statue before the volunteers assume their positions. Alter-

natively have the audienoe‘name'the statue after its construc-
47, 48

tion.
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2. Title: Machines .

Special Equipment: None

Procedure: Arrange the students ‘as an audience. BHave
four or five volunteers ‘on stage" in a semi-circle open
to the audienc?. The first volunteer steps forward and begins
a st;ong, repetitive motion accompanied by a sound. The
other volunteers join the first with sounds and motions of
their own. All parts of the machine must be touching.
There mﬁst berat least one and no more than two macﬁine ele-
menﬁs.at each of the three levels: higﬁ, medium, and low.

The first volunteer sets the rhythm. Other machine ele-

ments must follow that rhythm. - When the first volunteer

stops in a freeze, the others should also come to a stop.

Variation: Begin machine from a statue position. (See

previous exercise.)49’ >0

3. Title: Stagecoach

Special Equipment: None

{i Procedure: Have the students arranged as an audience or
in a semi-circle. Star£ to tell a story of the old west as
if you were the driver of a stagecoach. As you tell the
story, vou will-mention various parts of the stagecoach,
€.9., wheels, doors, horses, windows, éeats, and so on.

As YOurmention a part, one or more volunteers must come for-
ward and become that part. Make sure your description is

active. End the story in disaster.
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- are escaping from a prison.
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. Some students may be reluctant to spontaneously volun-

teer. This may provoke a discussion on risk-taking. If

you have a shy group, you may wish to assemble the students
in a line; and the student at the head of the line always
has the obligation to become the next part.

Variation: Try different stories involving other con-
structions, e.g., the sinking of the Titanic,_the Wreck of

0ld 97 (railroad train)‘sl

4. Title: Obstacles

Special Equipment: A room or area strewn with obstacles,

e.g., chairs, tables, rocks, or areas designated with chalk
marks.

Procedure: Select a team of volunteers to enter the area
with a special task and time limit. Some examples are:
this is a mine field which must be made-safe; the team-ié
attempting tO'transversé a haunted or magical forest; they
52

Variation: Construct an airplane out .of students, or
use a single (blinafolded) student. The airplane starts
out at one end of the obstacle course. At the other end
is a "control tower." Thé control tower attempts to guide

the airplane through the obstacles. Alternatively use

several airplanes and/or several air traffic controllers.53
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5. Title: Sports-Using Balls

Special Equipment: None

Procedure: Each student is to create an imaginary ball.
Have them explore the ball in terms of its size, weight,
bounciness, shape, ways to catch and throw, and other

motions. Have students work in small groups exchanging

their balls. "Work out a group scene with one of the balls

in a particular sport.54

6. Title: Crossways Center

Special Equipment: None

Procedure: Arrange the class in a circle. Count off by
one's and two's. Have the one's go through the center of
the circle and come out the other side without touching

anyone. Then have the two's do the same thing. Vary the

speeds. Have both groups moving at the same time. Make

the action continuous, that is, as soon as you reach the

other side you make a U-turn and ‘go back through the center.55

7. Title: Molecules

Special Equipment: None

Procedure: The exercise begins as in "Crossways Center"
(see immediately above). In this instance, however, the
students are molecules. - If two molecules touch they react

‘and form a new Chemical-element; i.e., they must ever there-

after stick together. Any molecule'subsequently touching a

chain or clump will also stick to it.
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Variation: The same exercise except that one's are
attracted to other one's and repelled by two's:; and visa-

56
"versa.

8. Title: The Alphabet Game

Special Equipment: None : !

Prbceaure:‘ Arrange students in a circle. Begin the
first student with the letter "A," the second with "B"
aﬁd 50 on through the alphabet. Students are to shape their
bodies into forms suggesting the -letter. They are also to
say the lette; cut loud.

Once you've gone through the entire alphabet, go through
it again. ‘Except this time the students are to suggest their.
letter through én éction,'not a person. Furthermore they
are to suggest théir letter with a sound, not just the letter
itself. .

Variation: Have sfudents spell out their names with

actions and sounds.

Variation: Include numbers, days of the week, months of

the year.57

OBJECTIVE: BODY MOVEMENTS: LEARNING AND FOLLOWING DIRECTIONS

l. Title: Sequence of Movements Activity

Special Equipment: Large space, padded floor or thick

rugs. Small drum or other rhythm-ihstrument (optional):
Procedure: Direct students to walk through the environ-

ment to the rhythm which fourestablish. Vary the rhythm.
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.

Call.out instructions such as hop, skip, jump, and so on.
Call out otﬂer instructions sﬁch as "freezel'" or "fall
~down!". If the floor or rug has a péttern, get them to
trace out designs with their motion using that pattern.
Demand that they‘avoid touching, then demand that they do.
Have them imagine sudden chénges in the natﬁre oé the walk-
- ing surface; now it's sand, now it's ice,,now.itls'molasses. )
Endow them all with imaginary swords and the instructions
‘to fight everyone they encounter. Give them imaginary
fiowers to exchange.

The basic idea is to keep changing the instructions and
the perceived environment. You may wisﬁ to script perhaps
a dozen changes for your own benéfit; but you should a150'obm‘
serve the grbu;'aﬁd let ideas come to you.

Variation: Allow the students to call out their own

suggested :Lnstructions.-58

2. Title: Simple Movement

Special Equipment: None

Procedure: Arrange the students in a circle. Begin with
a student about whose cooperation you- feel confident. Each

student must take a turn, stepping into the.center of the
circle and performing the action which you suggest. Some
may try to hurry the action. Have them slow down, perhaps .
by ésking_them gquestions about'what they're doing. Somé

suggestions: Eat an ice cream cone, cotton candy, hot toasted

AT RANS A O T
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.marshmallow, and ear of corn. Walk through deep snow,
.leaves, a rainstorm, a plowed field, a windstorm, up and

‘down sand dunes, across pebbles in bare feet, in high heels,

in sandles or boots, with a cast on one leg, carrying some-
thing very,heavy; or with a dog on a leash. Touch some-
thing hot. Handle something squishy.

You may wish to'prepare yourself with a list of items;

but you should ‘also let ideas come to you as the action

develops.
Variation: Let the students suggest activities for each
other.59
. 3. Title: Simple Transformations

Special Equipment: None

Procedure: Arrange the students in a large circle with

'ﬁlenty of space. You will suggest an object in the process

of change. As you slowly count from one to ten, the students

‘must accomplish that change, ‘as if they were that object.

Some suggestions are: a melting ice cube, a burning candle

or match, a sleeping dog slowly falling off a couch, Dr.

Jeckle becoming Mr. tHyde, a frog becoming a prince, a feather

drifting to ground.GO

4. Title: Unroll and Become

Special Equipment: Comfortable floor space

Procedure: This exercise can be done by individuals or

by everyone in the group simultaneously. Everyone starts
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rolled up on the floor in a ballz‘ The leader tells the
group, "Unroll and become,..." Then suggest an animal,
object, character, or imaginary thing. The students assume
the suggééted form, uttering appropriaie sounds when rele-

vant. Then the leader says, "Roll up!"™ Students go back

into the ball position and await the next suggestion.61
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C. Non-Verbal Improvisation

[y

Katherine Walker defines paﬁtomine as: "The accomplish-
ment of convéying sense without speech by imitating action
or by using gesture which someocne else understands."'62
It's like hearing someone think. But, because action is
involved, it's not just thinking.. The power éf paétomine
is in thé'communicapion of emotion and ideas through facial
expressions, body movements,'and con‘cen’ération.63 Panto-
mine is an important and accessible part of creative drama-
tics.64

Many of the exercises which follow can be facilitated
by the use of Object Cards, Place Cards, or People Cards.
All of these cards can be made easiiy using 3x5 index cards.
Some of them can be purchased as part of language skill
kits or primary érade flashcards. Object cards are the .
names of objeéts, e.g., hats, balls,'frees, toothbrushes,
and sc on. APlage cards are the names‘of places, rivers,
Cities, circuses, and so on. (There may be some overlap.)
People cards are recognizeable roles: banker, fireman,
teacher, typist, or student.

For the purposes of pantomine, object, place, and people
cards all-iﬁply an actiOn-. That is, every object can be
used in a'way which identifies 1it; every place givés rise to
charadteristic activities,'and,people'behéve in ways which

reveal theif identities.
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Creating your own sets of cards can be a useful linguis-
tic experience. It can aisé be a lot of fun. Children
particularly like to illustrate the cards with pictures
which they draw. The cards can also do double duty as flash;
cards for vocabulary review.65

Another importaﬁt resource ére béoks or language skill
cards on creative writing, which often contain story starters,
such as: catching your first big fish,-catching a burglar
picking a lock, saying goodbye of someone leaving forever,
or losing youfrticket for a bus, train, or airplane. These

also can be easily made.66‘

OBJECT: ACTION PANTOMINE

l. Title: The Cards

Special Equipment: Object Cards, Place Cards, People

-Cards.

Procedure: Arréngelthe students as an audience. Stu-
dentsAtake turns. Each student draws three'Object Cards
(or three Place Cards or three People Cards) and selects
ohe. The student then écts_out in silence some use of the
object. The rest of the class tries to guess what the ob-
ject chosen is. If the class fails to guess, the name of
the object is revealed and the student repeats the inter-
pretation.

Variation: Student draws one Object Card, one Place Card

and one People Card and pantomines a combined interpretation.
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Sometimes this can get a bit absurd, €.9., a banker with a

toothbrush on an airplane. But it also can be very re-

: 67, 68
warding,

Variation: Use Story starter cards.

2. Title: Building a wWall

Special Egquipment: A Heavy Rock {optional}

Procedure: Arrange the students in an audience or in a
circle. Practice picking up a heavy rock and putting it

down. Concentrate on the action of the fingers at the moments
of grasp and release. Have students demonstrate with an
actual rock and note the changes in their own bpdy posture.
Then have them repeat with the'imaginary heavy rock, trying
to dupliéaté not only the posture and finger position, but
also their involvement with and belief in the heaviness of
the rock. |

Have three students'pile their rocks on top of each other,
They will discover that you have to concentrate both on your
own task and the task of others. Then have three students
build a wall from a pile of focks. Some typical problems:
roéks are not placed directly on top of each other, the
wall fails ta-gain in height, careless students will cause
the wall to "disappear" by-careleSSly violating it with arm

or foot.

Variation: Build other objects such as a log cabin or
—Zo-drion

a brick fireplace.
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.

Variation: After building something., tear it down.?>

3. Title: Blue Sheet

Special Equipment: A blue sheet
Pfocedure: ‘Arrange the students in the form of an audi-
ence. Volunteers are to come on stage and mime é scene or
character using tﬁe blue sheet.- It works best if you can
demonstrate first. Place the blue sheet on the floor in
the shape of a circle. Imagine it is a pond on a hot day.
- Go swimming in it. Other ideas: a tennis net, a_diaper,
a cape, a caterpillerrcaccoon. Volunteer groups are fine.
Variation: The first uses of the blue sheet are likely
to be. very short vignettes or even stétues. Demand more of
a coherent story with a beginning, middle, and end.
Variation: Use the blue sheet with object, place or

people cards. Note that this reverses the nature of the

creativity called for.70
4. Title: Liferaft
Special Equipment: Pieces of cardboard or marked floor

areas about two foot square.

Procedure: Students are divided into small groups and
assigned to floor areas. These floor areas are life rafts.

The students should practice moving to the swell of the
ocean and miming thirst and discomfort. One by one the -

liferafts sink and the survivors are forced to crowd into

the remaining craft.




84

Variation: Have students mime being on other vehicles:

€.g., a crowded train, balloon, or stagecoach.71

5. Title: "Homonyms

Special Equipment: A list of homonyms

Procedurt: Part of the richness of English is its ample
supply of homonymé. They ére also a source of some bewilder-
ment. Arrange the students in audience format and‘call for
two volunteers. Each one is-to mime one of a pair of
homonyms: e.qg., hair/hare; rain/reign. Challenge the audi-
ence to guess.

Variation: Use other word pairs,re;g., rhymes, synonyms,

and S50 on.

OBJECTIVE: CREATING SITUATIONS AND STORIES THROUGH MIME

1. Title: Creating Conflict

Special Equipment: - Object Cards, Place Cards, People

Cards.

Procedure: Arrange the students in audience format.
Choose a pair of volunteers. The first volunteer picks three
cafds-frém one deck or one card from each deck. The volun-

teer then selects one of those cards and mimes an appropriate
activity. As soon as the first volunteer has clearly esta-
‘blished the éctivity, the second volunteer enters and comes
into confiict. For instance, if the cﬁosen card is a tooth-
brush, the first volunteer can be brushing her/his teeth

and the second can enter demandihg use of the sink.
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Variation: The second volunteer does not know the
identity of the card chosen by the first.

Variation: ‘"Cooperation." The second volunteer must

join the activity of the first.

In the above exercise it is important to stress the valid-
ity of the conflict. Younger students will have a tendency
to come on stage and disrupt the activity physically or with-
out apparent motivation. To build dramatic skills,-the
conflict must be allowed to develop slowly and come to co-

herent resolution.73

2. Title: Interests

Special Equipment: Paper and writing instruments

Procedure: Arrange the class into groups of four or
five.‘ Within each group étudents must write down several
interests each oné ha;,_e.g., painting, dancing collectiﬁg
tadpoles, and so on. When the interests have been written,
eéch group hﬁst pick one and devise a skit around it. Each
groﬁp then performs their skit while the rest observe in
audience format. Planning time shou}d be short, no more
than three to five minutes. The audience will be iqvited
to oﬁfér critical review. The skits should have beginningé,

middles, and ends. There should.always be some point of

conflict and another of resolution.
74

Variation: Allow dialogue.




86

-

3. Title: Opposing Descriptions

Special Equipment: A list of situations which could have

entirely different interpretations, e.g., {A) Two people

are in a liferaft. One of them is delirious from having

drunk seawater. .The other is trying to get the first to

signal to an airplane flying overhead. (B) One persoh is

in a bathtub. The other is a drunk who interrupts the bath.
Procedure: Arrange the class in audience format. Call

for volunteer pairs. Show one descripfion to one of the

voluntéers, the other description to the other volunteer.

Students mime tﬂe situation. = Afterwards, ask for evaluations.

Variation: Gibberish dialogue is allowed.75

4. Title: Pantomining Song

Special Equipment: Record or Tape Player (optional)
rProceduref. Arrange the class as an audience or in a
circle. A smaller group of students from one to five are
chosen as volunteers. Play or sing songs which have a lot
of clear imagery, e.g., "0ld MacDonald Had a Farm," "She'll
Be Coming 'Round the Mountain." The volunteers act out the

images and actions of the song.76

5. Title: Shadow Plays.

Special Eguipment: A sheet tightly stretched across a

frame or hung from a rope. (Note: such a combination of

sheet and frame is often used in designing scenery. This

is a good way to use the sheet before it's painted.) Strong
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back lighting.
Procedure: Seat group in front of sheet in audience
format. Selec¢t one or more volunteers. Makeup or read a

Story. Volunteers act out the story in such a manner that

‘only their shadows can be seen. This exercise is parti-

cularly useful for students who are not expressive with their

bodies.77

Variation: Use handshadows.
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D. VERBAL IMPROVISATIONS )

1

Using.spoken dialogue in improvisations opens up-a whole
new realm of possibilities for exﬁression, but also presents
problems. In many ways our society disassociates us from
our bodies, and this is reflected in a phenomenum called,
"The Talking Headg.". That is, as soon as the students are
able to‘use theirjvoices they forget all about their bodies.
Yoﬁ will have to establish your own balénce between allowing
the improvisations to find their own direction and keeping
the students aware of Stage picture and action. If you are
using these exercises in conjunction with producing a play,
I would suggest more side-coaching than otherwise.78’79

Note: To enhance (or work on problems) using different
dialects and accents, discuss or use them in the exercises

below as variations.80

OBJECTIVE: DIALOGUE WITHOUT STORY

1. Title: Levels

Special Equipment: None

Procedu;e: Two volunteer students are to have an ordi-
nary convérsation, about the weather, their homework, cur-
rent events. Define three levels, high,: medium,  and low.
Both cannot be at the same level and no one can be at the
same level for more than one sentence. Tf they both arrive

at the same level simultaneously, one or both must immediately

change.

Variation: Begin with a gibberish dialogue instead of
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actual words.81 N

2. Title: Inappropriate Conversation

Special Eguipment: None

Procedure: Two volunteer students are to have a very
ordinary conversation while engaged in a totally different
sort of activity. The topic of the cqnversafion should be
as boring as possible, e.q., recipes, weather, pet care,
ana S0 on. The activity should be very inveolving, although
it is probably better to start with a relatively mild one
‘and build, e.g., flying a kite, sinking in quicksand, fight—
ing off wild dogs and so on. At no time may the students
refer in thelr conversation to the activity in whlch they
are involved, nor may the tone or loudness of their con-

versation reflect that activity level.82

3. Title: Verbal Mirrors

Special Equipment: None
Procedure: Two volunteer students are to have a conver-

sation,. VStudent A is restricted to making comments about
student B'; appearance.q'Examples: "You are wearing a
sweater." “You look uneasy." "Your fists are clenched.
Sfudent B must reply with an exact ‘repetition of what is
said, e.g., "I.am weéring a sweater." "I look uneasy."
"My fists are clenched. | |

| There are two'difficulties to be overcome. Student B

will try to embroider or expand on the material. Don't

allow that. Student A may run out of observations quickly.
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That is often a sign of non-involvement. Encourage student
A to dig deeper and to expand his/her range of observa-
tions.

Variation: Accompany verbal mirrors with physical

. 83
mirrors.

4. Title: Endowment, Yes...And

Special Eguipment: Noun Cards {optional)

Procedure: Student A is to decide.whb or what student B
is to be. Student B is to haué no idea of who or what
he/she is. " As in the above exercise, student A mékes obser-
vations about ﬁ's appearance, except the references are to
B's‘imaginafy appearance. Student B repeats the observation.
exactly and conférms to the new information he/she has just
reéeived about him/herself. When student B thinks he/she
finally understands what they are, student B expands wi£h
description with an "aﬁd" stafement. Example:

A: You are white.

B: I am white.

A: You are cold.

B: T am cold.

A: Your éyes are lumps of coal.

B: My eyes are made of lumps of coal, and my nose

is a carrot!84

5. Title: Make Me Laugh

Special Equipment: None
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Procedure: Arrange the clas’s as an audience and ask for
one volunteer. Members of the audience eome forward one by
one and try to make the volunteer laugh within 60 seconds.
They can do whatever they want €xcept to touch the volun-

teer. If the volunteer laughs, the successful student

takes his/her place.BS

6. Title: Yes - NO

Special Equipment: None

Procedure' Arrange the students into pairs. Student A
may say only "yes" and student B may say only "No. Experi-

ment with the range of possibilities of different ways to
say these two words. it is important that they learn to res-
pond to each 6ther's verbal and non-verbal cues. Be care-
ful to monitor the energy level as this exercise can get

qulte confrontative and may bring up issues and reactions

which can be quite strong.86
Variation: Allow some flexibility, e.g., "Absolutely!"
"Definitely not!" "Without a doubt1”87

7. Title: The Vocabulary Lisf

Special Eéuipment:' Two volunteer students are each
provided with é.vocabulary list. They are to have a conver-
sation which uses words from their lists in the order in
which they appear. The words .must be used abpropriately,
and the students must legitimately réspond to each other.

Variation: This exercise can be run as a contest. If
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the students are using the same list, the student who uses
the greater number of words "wins." Students can use

different lisfs, in which case thérstudent which finishes

his/her list first "wins .58

Variation: Make it operatic: players must sing

their parts.89

8. Title: Television/Radio

‘Special Equipment: None, or broken T.V. or Radio.

Procedure: Arrange the class as an audience. Ask for
five volunteers. Four of the vblunteers are to represent

radio or television stations. Take some time to determine

what will be on each channel, e.g., a cooking lesson, a news

broadcast, a soap opera, and a children's science show.

The fifth volunteer plays the role of a dissatisfied viewer
switching back and forth among the channels. As the viewer
switches channels, each of the other_volunteers.suddenly,come
to 1life and are cut.off by turns. The various "channels" may
have to be reminded that they cén't_pick up exactly where

they were last éut-off, that the time lapse must be a part

of where they resume.90

OBJECTIVE: DIALOGUE WITH STORY

1. Title:. Stofytime

Special Equipment: A well known_story such as "Snow

White," or "Jack and the Beanstalk."

Procedure: Begin by reading the story or having the

students read it to each other out loud. Make é list of ther
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characters. You may wish to discuss some of the characters,
what motivates them, and what they might look 1like.

The next phaselis the casting of the parts. The casting
of the parts is done by acting out a scene from the story
involving those‘students whd are trying out for the parts.
In the example of.“Jack and the Beanstalk," you might start
‘with all of the students trying out for the part of Jack
with all of the students trying out for the part of the
- mother paired off into casting teams.

Each casting team would then improvise the scene. It is
typically the case in these stories that the actions of the
scene is carried in the storf by at most two or three sen-
tenées, while the interactions on stage will be much more
elaborate. What you are-seeking for is variety and éreativity
of interpretation. The advantage of the well known sto;y
is that while the objective of each scene is clearly known,
the charaéterizations are nof, hence they are open im-
provisatign. In the case of Jack's mother, for instance,
one student might play her as a housefrump, another as a
society gqueen, still another as a total featherbrain, and
sO0 on. The important element of this exercise is to experi-
ment and take risks, and to be totally irreverent when it
comes-to interbretation. Surprise is the greatest all§ of
the improvisor.

The next step is to get the students to vote on who they

think has "won" the part. The casting improvisation will




94

give you valuable information on where your talent resources
are, the voting will give you equally valuable information

of how this is perceived of by your group. ;t'may, for in-
stance, work'fo your benefit (in a major production) to

cast a natural ieader in a lead role even when anothef student
might be marginally better for the part.

Line up the éandidates for each part facing thg audience
and instruct fhem to close their eyes.- Stand behind the
candidates and ask the audience to applaud for each when

'
you hold your hand over each one's head. Stress that every-
one should be applauded. Since you will decide who has "won,"
you will have some discretionary powers.

Cnce the first few parts have been thusly cast, proceed
to the other parts using the.same technique. In the sub-
sequent scene, Jack with Cow, you will use the Jack you. just
cast with candidates for the Cow. "Losers" in the original
casting are free to try out for subsequent parts. The para-
dox of this method is that the losers usually get to try
out for many more parts than winners, thus sweetening the
agony of defeat.

Be mindful of the fact that certain pérts can be very
L : ' creative in the improviéation which are only very minor

parts of the original story. In "Jack," for instance, the

beanstalk itself can be cast 4s a part, often with very sur-

prising results.
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Continue the sequence of scenes from the story, casting
5; the parts as you go along. It is often the case that by
the time you finish casting the last part, you have also

finished the story. Whether you now choose to do an entire

run-through of the "play" is now up to you. The business

. of the exercise is in the casting, the discovery, and the
surprise. The actual run-through may be a bit of an anti-
climax. |

Keep the pace brisk, don't spend too much time on any
one scene. If you intend to use this technique to cast a
story to use for an actual production, you will probably
be best served by first trying it out on a story which you
do not intend to use.

Variation: Reverse the speaking and non—speaking roles,
That is, the traditional speaking roles must be mimed while
the ordinarily inapimate or non-speaking parts carry the

%ﬁ dialogue. For example, in "Cinderella" only the mice,

;e pumpkin, and slipper have speaking parts, the rest are mimed.91
2, Title: Conflicts
Special Egquipment: None
o ' Procedure: Ask members of the class to identify conflict
situations which come from-thei: own personal lives. Typl-

cally, these will cluster around relationships with family
., members and authority figures;f A volunteer will relate

an actual conflict Situation with a beginning, middle (or

crisis), and end (resolution). Find other volunteers willing
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to role-play the conflict situation.

1

"Role playing is the practice or experience of ‘'being

someone else’.... It brings to the students a method that

allows them to explore their feelings about the situations

in 1life which most fundamentally shape their attitudes ang

nd2 The students see that their ideas and feelings

values.
are not so weird or unusual. The real-life dangers are
missing. Problems of personality as well as society are

represented.gB‘

Role playing conflict situations is potentially danger-
ous. It 1s not unusual for an "actor" to get so involved
in the role play that he/she stops playing and is actually
living out the situation. Since your objective is not
therapy, you must insist on a "performance awareness."
You should know your class well enough to avoid selectlng
students for situations which may prove to be too volatile.
Be ready to intervene if the action gets too heated, or sud-
denly "blocke,” either of which can be siges that the pagti—
cipants have lost performance awareness.

From time to time, "freeze" the action and ask one of
the cheracters to offer a soliloquy on how they are feel-

ing at that exact moment. This is a luxury which real life

"does not allow us, but which is impertant for developing

depth.

After each seenario, encourage critical feedback from

the "audience." First try to concentrate this feedback
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on the performance, not the subject.matter of the scene.
Then, if ?ou wish, go into the feelings of both audience
énd players to what has transpired. 1In a conflict situa-
tion, anger is often an issue. To act "anger" frequently
involves getting in touch with your own sources of anger,

what it felt like, how you looked, and how your voice re-

flected that anger. But a performance of anger is not
94,95 '

the same as being angry.
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E. PLANNED SCRIPTS AND PROJECTS

+

Planned dialogue or projects which have been researched
prior to presentation also have a place in creative drama-
tics. Among other things, they are effective in preparing
for staging majbr preoductions. Spontaneity, creativity, and
having a small (known) audience are still possible while also

enabling the student to start practicing "formal® presenta-

tions.

1. Title: Check-ins

Special Equipment: None

Procedure: Prior to warmup exercises or any other group
activity, I suggest arranging the class into a circle and
having a check-in tihe. Checking in means to go around
the circle giving each member a chance to discuss the feel-
ings, ideas, and events which have happenea since the.lést
meeting together. It ﬁelps not only in building and foster-
ing group togetherness and listening skills, but also it
Serves as an excellent practice session for speaking English.
USually, studehts plan what they want to say. Personal

poetry is to be encouraged. Material offered during check-

in should never be subjected to critical review or correc-

tion.96

2. Title: Choral Reading

Special Equipment: Selections of prose or poetfy which

have definite rhythm, conversational quality, and a change
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of mood such as (Vachel Lindsay, Charles Swinburne, Mark

Twain, Rudyard Kipling).97

Procedure: Choral reading is tge process of a group of
people speaking or reading a piece in unison. It's an
excellent way to work on stress, intonation, vocabulary, and
rhythm.. The more variety there is within the piece thé wiéér
the range of tonél qualities'you'll have to deal With. "The
results will vary according to the sitﬁation of being com-
pletely spontaneocus andimprovised..dofsomething with more

artistic result."98

Begin with a volunteer who will read the entire selection
out loud. Discuss how the different sections could be
treated. Reread it adding one more or a few students. Con-

tinue rereading adding more students each time until the

entire class is involved.99

3. Title: Famous or Historical Events

Special Equipment: A book or calendar which lists famous

or historical evenfs,-e.g., anniversaries or births and
deaths, Martin Luther King Day, July 4th, Thanksgiving and
S0 on.

Procedure: Have the group cooperate in writing a script
which captures the essence of the event. Instead of focusing
on the famous characters involved, you might wish to script
imaginary "little people” and their reactions. Remembef that

all good scenes have a beginning, a middle {crisis or con-

flict), and an end (resolutibn).loo'lﬂl
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4. Title: Presenting Research Projects :

Special Equipment: A research project or experiment.

Procedure: 1In an academic setting, students are fre-
guently assigned research projects of a scientific, socio-
logical, or historical nature. Learning hoﬁ_to present
these reports is useful in overcoming shyness, developing
"presentation presence” (especially in front of groups),
and organizing materiail. Stress eye contact, stance, varia-
tions in pace, and use of lanéuage.

Variation: After the presentation,rhave two dr three
volunteers improvise a skit on how the material présented

might apply in a real-life situation.102

5. Title: Adapting Scripts From Pictures

Special FEquipment: Pictures with expressive facial .

expressions from magazines, photo albums, books, or news;
papers. Pencils and paper.

Procedure: Have the stﬁdents choose two people in the
pictures and write a short speech for each character as if
they were speaking to each other. Arrange the students as
an éudience and ask for volunteers to play out their short
skits. |

Variations: Have the students choose any exercises or
storieé they know and create short dialdgue to present to

the c:la.'ss.'-:..-103

Variation: Plan a variety show of all the favorite

skits of the students and present it to a small audience.l04
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APPENDIX I

Jean Shaw, a teacher from Dummerston, Vermont, discovered
and wrote down a very relevant and inclusive format for how
to script your own play. She suggests an investment of ap-
proximately 40 minutes per day over a period of several weeks.
You should adapt this to your own needs; but remember what
she said: "All one needs is a little bit of ham, a flair
for writing, and an ability to let things happen with you

and your students." I give it here in its entire format.

WEEKS 1 AND 2:

Day 1l: Brainstorming (10 minutes each)
E‘L- a. Characters
- b. Setting
Cc. Situations

Get approximétely 50 suggestions for each. Accept
. . everything with tremendoqs enthusiasm. It might

be helpful to have several students keep lists as

you go along.

Days 2 and 3:

List characters and discuss the need for:
a. Original characters (which eliminates
boock, TV, movie, and other stock
i characters).
b. An evil force or character i

c¢. A funny character. or situation




Day 4:

Day 5:

Day 6:
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d. A hero

e. Characters who help the action take place.
Call and relist evil, funny, hero and helper
characters. Choose one or two of each with, pos-
sibly; several helpers. Clarify the background

of any unusual characters.

From the list, choose situations and characters
which would provide problems to be solved or
trouble to be overcome. Choose two-or three

poessible settings.

Begin to work situations into a story sequence
with problems which are stated in Scene I and

compounded in Scene II.

Problems are solved in Scene III.

Decide exact number of characteré. Every student
who chooses to be involved should have a part.
Planning two complete casts will give you more
leeway. It is useful to have somé minor charac-
ters as helpers who can step into major roles

if necesséry.

.and 9:

Walk through Scenes I, II, and III.

Outline the scenes on a blackboard. Everyone who



Day 10:

Weekend:
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wants to have a chance at a parf should walk.
through it in a conversation mode. The teacher
and students write down their observations éf
what's going on.

Discuss possibilities for the name of the play and
choose one. Discuss the set, special effects,

and scheduling.

Take the conversations home and pull it into a
play, using as much student input as-possible.
This is a hard weekend. It takes at least two
writings, plus getting it ready to duplicate.

a. Make the speaking parts roughly equal.

b. Put happenings in sequence.

c. Put in an occasional piece of information

to help the audience.

d. Provide transitional bridges from one

section to another.

€. Be sure the action moves and that the

story goes forward.

-f. Weed out the non-essential dialogue.
ﬁith an older group, this might involve an addi-
tional two weeks of &lass work. With younger-
groups, this responsibility will fall mainly on

the teacher. The objective is for the children
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to see how the story plot needs to be put to-
gether with a good beginning, middle, and ending.
It is also instructive for them to realize the
amoﬁnt of revision a sfory may need, and how it

may change before it is a finished product.

WEEK 3:

Day 1:
Scripts! Read through the wﬁole pléy with a dif-—
ferent student taking each part in each scene.

Day 2:
Put the cast of characters on the blackboarad.

Students sign up for tryouts. It is recommended
to have two full casts.

Days 3 and 4:

Go through the play, letting each student try: the
parts that they've signed up for. Usually by
the end of this session, you will know who will be
good in wﬁich parts, and so will they. Addi-

tionally, everyone becomes familiar with several

parts.

Day 4 (afternoon):

Assign parts and have students underline their
own lines. Stress content rather than exact
wording. Also stress cues. After class is over

r

have volunteers help with painting scenery and

making props. (Large sheets of newsprint make




Day 5:

Weekend:

WEEK 4:

Day 1:

Day 2:

Day 3:

Audience:
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acceptable substitutes for the.more traditional

theater "flats".)

Run through the entire play twice with each com-
plete cast observing the other. Discuss the

costumes. Keep them simple.

Set up the scenery. Put on the finishing touches

on costumes, i.e., hats, and so on.

Rehearse the entire play using scripts, scenery;
and props with both casts. Be sure to stop

often for stage directions.

Go through the entire play with both casts. Have

a prompter, but no scripts. By now they should

know their lines.

SHOWTIME! Costumes are simple, they can usually
be worn that day. additional costuming and makeup

should take about % an hour.

Keep the numbers small. cChildren are a wonderful

and comfortable audience.

‘Jean Shaw, 1979°8
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